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Introduction
Since the 1980s there has been a steady increase in the number of Black and Asian women playwrights working in Britain.
1 In the main these are either women whose parents migrated to the UK, or women who arrived in the UK as young children, or women who were born and educated in Britain.
2 Frequently college-or university-educated, 3 they tend to work across a range of media including radio, television, film, the newspapers, and literary forms such as poetry and fiction since it is impossible for most playwrights to make a living from their theatre work. Black and Asian women playwrights often create their plays in response to calls for submissions or commissions to write for a particular company or on a specific topic. Maria Oshodi, for instance, was asked to write a play on sickle-cell anaemia by a member of staff from the Sickle Cell Centre in Lambeth (Brewster 1989: 94) .
Tanika Gupta responded to a call from Talawa inviting 'new, black women to send in stage scripts ' (Stephenson and Langridge 1997: 116) .
Gurpreet Kaur Bhatti's Besharam (Shameless)
4 was written as part of Birmingham Rep's Attachment Scheme, designed to promote new playwriting and nurture young writers for theatre. The emergence and publication of work by Black and Asian women playwrights in Britain (e.g. Wandor, ed. 1985; Remnant, ed. 1986; Brewster, ed. 1987 Brewster, ed. , 1989 Brewster, ed. , 1995 Davis, ed. 1987; Harwood, ed. 1989; Remnant, ed. 1990; George, ed. 1993; Gupta 1997; Mason-John 1999;  Rapi and Chowdhry 1998) has coincided, in Theatre Studies, with the establishment of postcolonial theatre/theory, intercultural theatre, world theatre, and performance studies. These developments reflect the hold of the globalization process on the cultural imaginary. They also bespeak the histories from which these theatres have emerged, histories of colonization, of cultural appropriation and commodification, of cultural exchange, curiosity, transformation, and international engagement, mostly on a highly politicized, uneven playing field on which the drama of the politics of the day found -and continues to find -cultural expression in contemporary theatre, performance, and theory.
Postcolonial, intercultural, and world theatres
Neither postcolonial nor intercultural nor world theatre has paid any sustained attention to the Black and Asian women playwrights now active on the British stage. As Sandra Ponzanesi in relation to writing more generally has put it: 'migration literature and post-colonial literature in general hardly focus on the internal differences present within Europe ' (2002: 211) . There are many reasons for this. In the case of postcolonial theatre/theory, the focus -as the term itself suggestshas been on the relation between the colonial and what came/comes after, often very much with the head turned back towards the colonial and with an emphasis on the current cultural productions in the former colonies. 5 'Postcolonial theatre' indexes a political paradigm and reality shift (from colonial to postcolonial), a historico-temporal pe-
riod (signifying what comes after the end of the colonial empires), and a reaction to all that coloniality entailed. Helen Gilbert and Joanne
Tompkins ' Post-Colonial Drama (1996) (ex)change where 'what is lost in translation may be gained in communication'
(206). Stone Peters' argument is in many ways persuasive although she has to lose sight of her early point that cultural exchange does not happen on a level playing field in order to make it stick. In looking for a theatre which might exhibit the transformative potential she seeks to celebrate, Stone Peters references Una Chaudhuri who discusses '"the drama of immigrants" (196) , in which an oversimplification or essentializing of cultural identity becomes untenable -in which it becomes impossible radically to subdivide the world into the "foreign"
and the "familiar," the "exotic" and the "standard," "them" and "us"'
(209).
The notion of the 'drama of immigrants' is contested by Mary
Karen Dahl contributing to the same collection of essays as Stone Peters. Dahl refers to a discussion between her and a colleague in which she wanted to describe 'black theatre' as 'postcolonial' whilst the colleague thought it was 'immigrant drama ' (1995: 40) . Brah argues that both migrants and those who remain in one place are affected and effected by migration, that diaspora is the contemporary condition of being in multi-cultural spaces and that people from diverse ethnic and racial backgrounds are equally shaped by diaspora, equally but not necessarily in the same way. Brah's conceptualization privileges the here and now, and it is this which makes her theoretical framework relevant here.
Empire and migration
The imaginary which nostalgically retains coloniality at its core is unsettled by the work of contemporary Black and Asian women playwrights in Britain because, as will become clear, these 'black [and Asian] voices at the center', to borrow the subtitle of an essay by Mary Karen Dahl, are not merely 'at the center' but, indeed, of the centre.
Contrary to Paul Gilroy's assertion that There Ain't No Black in the
Union Jack, this work reveals that 'black' is a constitutive part of the 'Union Jack' as a metaphor for Britain, and it is the need to engage with this constitutivity that has prompted this volume. That need arises in part as a function of the increasing, and increasingly public, debates about race relations in the UK, 9 necessitated by continued racist attacks against Black and Asian people, racial harassment, and racialized violence in institutional and extra-institutional settings. Asian descent were black ' (1999: 12) . However, it also became clear that the strategic utility of the term had its limits in the very different needs and issues diverse communities faced as is expressed in the plays written by women from these very different communities. 
Recognizing diversity
To understand the work of Black and Asian women playwrights in (1, 7: 45)
Fola's response is of course only one version of how one might deal with diversity; her repatriation at the end of the play, both into the 'custody' of her uncle and into the country her parents came from, as well as her insistence on the possibility of the preservation of a singular specific identity under diasporic conditions, raise as many questions about female identity as they seemingly resolve for Fola.
The point here, however, is the articulation of differences among Black people, the assertion of (a not invariably celebrated) diversity in a con- play that defies the naturalistic boundaries with which it opens, raises questions as to the materiality of one of its characters as its narrative
